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FOREWORD 


| have often said that Animation isthe purest form of creativity, Every step of a production, 
from the storyboards to the music to the final cut, springs from an artist's imagination and 
is realized by hss or her talent. 


Of course, we all have to start somewhere. | believe that filmmakers must frst understand 
the complex visual grammar of the medium before they can explore their personal styles 
‘and channel that creativity. You have to know the rules before you can break them, 


With Framed ink, Marcos Mateu distlls his twenty-plus year career in feature animation 
into a clear, practical manual on the language of images. Marcos has a special eye for 
‘composition lighting, and continuity that creates a tangible sense of mood and drama in all 
of his work. 


By reading this book, you are entering into @ "Master's course" of visual storytelling, and | 
think you couldn't ask for a better teacher 


So start learning, start drawing, and start down your own path to creativity, | can't wait to 
‘see what you come up with.. 


Fy 


Jeffrey Katzenberg 
(CEO, DreamWorks Animation 


Although it might sound a bit melodramatic, any form of at is 
an investigative approach to what life is or means to us, to 
what we see and how we see it 


What we communicate through our drawings should reiate to 
Us at the most intimate level, and therefore be full of sense 
and meaning. it should respond to our perception of reality 
{and to-our need to communicate it for the sake of discussion, 
to bring something to the table that will eventually spark @ 
response from someone, or even ourselves, once we see 
‘our thoughts materialized in front of us. This, given the fact 
that what we fee! as an abstract thought will challenge us 
again once turned inta something specifi, material, and 
tangiblo (a drawing, storyboard, design, ete), elther because 
we wil need to wrestle it into what we think it should look 
tke, of because it wil come out as an improved version of it. 


Creating art wif force us tomake that extra effort to retionalze 
the things that are the deepest in our minds. 


't wil be an elaborate process, long and complex. It might 
lake many skeiches and tryouts before we are able to puton 
paper what is running around our brain cells, and to do.so in 
the simplest way possible. (Remember, things can be 
‘complex. but should not be complicated. the diference being 
the former refers to the necessary, the latter, to the 
disposable or unnecessary). 


Let's detach ourselves from our work from time to time to 
have a better understanding and control of what we are 
producing. Literally, let's step back and look at it from a 
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distance, let's make sure it reads proporly and that the eye 
goes where it should go at every step. Let's see thal the 
‘overall rhythm of what's on the paper (both as individual 
‘pieces and in continuity) is interesting and appropriate for 
‘what our message should be. 


Fortunately enough, the more wo practice and think about 
what we want to say, the faster cur ‘visual words" wil come 
‘out from our brushes, 


‘And this might also turn into an important practical fector 
because, as most people wil agree with, spead at work at all 
lovels is an important commercial requirement in the “Visual 
storytelling” industry, and things wil only become fast the 
‘moment targets are ceeary identfied, the moment we know 
‘exactly what our story requires. Places will always be 
reached faster by driving an older, regular car with a good 
GPS and set of maos—cr by not being shy when it comes to 
asking diractions!—than by driving a fast eporte car or the 
‘newest model, but witout knowing where we ae going. 


Let's set up clear goals, and let's get ready to express them 
as clearly and simply as possible, Lets ratonalize them, ets 
{get to know why we want and need to get there, and than let's 
start driving 


Ws going to be @ blast 


As far as onomatopoeias are 
concerned, their proper use vill 
helo us enrich and complete the 

uals en 2 page, becoming part 
of them, creating rhythms, pacing 


and powerful graphic effects that 
are unique to the medium of 
graphic novel 


me as with the balloons, 
cnocias will naed to be 
laid out and placed in the right 
places and with the right sizes the 
moment we sketch out the page, 
80 that they can create the 
desired effect that will in a way, 
be the equivalent of the sound 
fffects movies are sa rich in 


As we see in’Q such a de 
can absolutely take over the 


have a certain impact on 
an audience: In their minds, they 
will substi 

with the actual sounds they ar 
trying to recreate 


of the frame, 


INTRODUCTION 


Narrowing Down 


The fitst thing a reader sees of a book is its cover, which 
sums up at a glance what the book is about; the broadest 


Then, the table of contents quickly tells ne reader the 
ter the author will discuss in the book. 


And finally the explanations, the details, the nuances, end 


the subtleties will give the reader complete understanding 


of what the message of the writer i. 


Is important io know as artists what we want and need to 
say, and how to pontize and order the elements we wil use 
because they are what will help us get our message across. 
These factors inform our approach to drawing in general and, 


for storytelling pumose: 


So, first we need to be clear about the general level of 
intensity the image shauld convey given its purpase within 
the story a2.a whole, What type and level of emation are 
driving the moment? Extreme happiness? Subdued 
sadness? Is t about explosive action? 


Next there isthe narrative detail, explaining what the specific 
action is aboul, the reason, and the anecdote within th 
mood. Do we feel sad because we are missing somebody? 
(Or because we lost a winning lotiery ticket? 


Finally, the artistic execution and style glue ever 
together while supporting the stoy, 


By following these steps we aim to deliver clear messages 
with our artwork, frame by frame, and in continuity with the 


story as a whole, 


The moment we plan the rough layout 
cf graphic novel page, we have to 
take into consideration ine positioning 
of balloons and onomatopoeias if we 
are going to use any, Same as with 
the artwork, they have to serve @ 

purpose within the storytelling 

and to clarify and help the 
action, never being senseless or 
confusing in any way. Therefore the 
irder and shape in which they will 
appear will need to be carefully 
thought out 


In example '0,' we have a fairly 
complex situation: 


‘SO, -THAT- WAS THE LAST WINDOW 


TELL ME SHE DID NOT LAND ON THE PATROL 


YOU DONT SAY. 15 THE GUY ALRIGHT? 


YOU CAN. 
8E So VERY 
TUNA 


NO... THAT'S 


WELL ACTUALLY... SHE DIONT! 


‘SHE ACTUALLY LANDED ON A 
HOMELESS GUY THAT WAS TRYING 
TO GET SOME SLEE? BY THE 
TRASH CONTAINERS 


YEAH THINK HE 36...NO, WATT! 
(OOOH YEP YEP. HE TS ALRLGHT. 


Three people are talking atthe same time 


The scenario Is, our character has finally 
gotten into the palm reader's office to 

igate, while the secret agents who 
sent her in are waiting outside in case 
something goes wrong, keeping contact 
with her a al times through an earpiece. 
Both the bad guy and the agents keep 
talking to her simultaneously while she is 
trying to answer both. Each party takes it 
he fs the recipient of her words, creating 
avery confusing situation. 


The planning of the order in which the 
balloons appear is crucial, as is the 
distinctive shape and color of each balloon, 
representing each one of the characters 


Case 'P* shows us how to economize 
and simplify a conversation between the 
two agents when there is no need to get 
anymore complicated than that. 


THE GOOD NEWS WAS T HAD 
HAD PLENTY OF TERE TO CHECR 
UP THE APARTMENT. 


Now Tr Was. 4_MATTER OF FINDING 
MARY ABAIN TO LET HER INOW THE PLACE 
HAD ALREADY BEEN EMPTIED By SOMEONE 


CHAPTER 1 


Genezar THOUGHTS 
ON NaZEATIVE SAT 


Fragmenting the Scene 


ln 'M/ right below these lines, a young and adventurous female character has just been 
left alone ina creepy palm reader's ofice during the course of an undercover investigation. 
She looks toward the elairoase he just uted to momentary exitthe room (only light source: 
around) as she is trying to gather more information about the place. She starts locking to 


her right, into the dark (as the ‘camera’ Is used as her POV), She perceives somebody 
else's presence next to her, but stil can’t see anything, As her eyesight gets more and 
‘more used fo the dim lighting, all she can distinguish are abstract shapes. At this point her 
heart beats faster and faster (as the pane's get narrower and narrower, accelerating the 
‘hythm) unt another ight is finally switched on, revealing what she feared the most 


'N' on page 115 is another 
example of how to use the 
layout of the page and its 
fragmentation in panels in 
‘order to create a flow that wil 
make the audience move 
through the moment easily 
and with a purpose while 
following the character and his 
thoughts. Wandering scaund 
the same ‘stage’ is 2 
particularly effective and 
theatrical approach; here we 
don't need to change from one 
camera postion to the nex! 
and so on There is no 
particular intense point or 
alteration of the detective's 
‘emotions during this scene at 
first. He is just quietly putting 
his thoughts together until he 
happens to discover the 
mysterous object on the 
pavement 


‘And this is the way we will teat 
this scene visually, with a 
similar, quit rhythm of panels 
ai first, with basicaly the same 
elements and setup. The 
moment something special 
happens, that will cortribute to 
charging the course of his 
Investigation: the setup suxkdenty 
changes, the size and format ot 
the panel changes (narrower) 
the main element in the panel 
changes (from the man to the 
glasses), ond the overat 
lighting tone of the pane! 
changes (from the man being 
dark on light to the reverse 
lasses light on dark) 


"Kis another example of choreo- 
‘graphing a page around the movement 
‘of the main subjects, 


Let's use. ittle box as our characters! 
“object of desire.” I's being thrown up 
in the air during the struggle, and 
eventually the guy wearing the 
baseball cap pushes its leattimate 
‘owner (the gir) cut of his way, grabs 

%. tne box tight, and starts running away 
from her. She just couldn't be madder 
We can toll ine next thing she is going 
to do is chase the guy until she gets 
back what righty belongs to her 


The devices we used in thie cate in order 
to deliver the message property are: 


+ Panel Thisis a tited upshot. 
This way it's easier for us to feel we 
are part of the struggle and losing 
balance in the action. The background 
helps us emphasize the sense of 
perspective, but without too much 
etal (purely silhouettes) so that it 
doesn’ distract us from the action. The 
same purpose is achieved with the 
liregular shape of the panel. 


+ Panel 2 She is pushed away 
from the box. The two bodies are 
basically two oppasing diagonal ines, 
‘adding tothe intensity of the drama, 


+ Panel 3 Atter two consvained 
panels (1 ard 2) in which we convey a 
‘sense of fast-paced action, we now 
expand the surface horizontally, giving the bad guy space to run. Until now, as we see in 
‘L/'we have kept a coordinated and emooth path for tho eyes to move throughout the 
page, a curve created by linking the pcints where the box Is located at in every panel. 
‘AIso, her arm in panel 3 halps direct the eye in the astabished direction (to the lef). 


Panel 4 Thinos are getting serious now, and we are clearly done with the previous 
action, ready to got inte the next one, but not before having the appropriate tense pause, 
opicted in this case in thie “neutral camera shot” straight on her face that lets us fully 
appreciate her expression, After this we will ty to Keep the "screen direction” left for the 
rest of the chase. 


ma 


Think, feel. What Is the whole story, the specific 
‘sequence, the shot about? 


Let's not forget that when we are talking about visual 
sloryteling, the image is the vehicle and not the end in itself, 
We cannot afford to get the audience stuck on a particular 
frame lust because the drawing or the scene looks great 
without a specific purpose for it within the story. 


Obviously we aim to produce the best quality art, but we 
should prioritize the following: 
+ What are we trying to say in our narration as a whole? 
+ What mood do we want our audience to be in 
throughout the story and at any given time within a 
specific sequence or shot? 
Whats the function of this moment within the story? 
+ How are we going to take our audience there? 
+ What in our drawing is contributing to the general 
statement? 


+ What can we leave out without changing what we are 
trying ta say? 


Basically, when we are drawing for a storyboard ora graphic 
novel, we are frst of all doing an exercise in storytelling, as 
‘opposed to creating pieces of art for a show. If the drawing 
doesn't serve a purpose within the bigger picture, it will just 
pill the audience out of the narration, making therm conscious 
of the fact that they are simply setting their eyes on @ paper 
with brushwork on it rather than living an experience, as 
following a story and its characters should be, 
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How do we bring an audience into our world? 


Translating “reality” into “our reality”: Capture a mood 
and deliver it to your audience 


The reality eround us is always triggering moods and 
feelings in our brain, generating a more or less powerful 
emotional response fram us, whether it's a beautiful and 
evocative landscape or a rather menacing one; the 
expression on a stranger's face; someone's funny, 
sagressive, rude, or intriguing attitude on the street; an 
interesting building: or the way the sunlight is hitting on a 
patch of trees in a park. There is always a vibration or 
expression emanating from our environment—positive or 
negative, relaxing or threatening—that affects our mood and 
the way we feel in one way or another. 


As artists we nead to be especially perceptive of this 
surrounding energy, because itis our work to translate it into 
something physical, more tangible, like @ drawing or the 
narration of a story that will successfully convey and deliver 
all of it effectively to an audience. 


In this book we will talk about “artistic grammar" and 
techniques that will help in this translation process, but, 
besides technique, we will always need our individual 
perception, instinct, passion, and intuitive understanding of 
things in order for this “translation work” not fo come out as 
completely mechanical, predictable, and formulaic. Technique 
Is one thing; feeling and mood—the expression of which is 
‘our goal—are another. The former will help us put the latter 
out there, but will never take its place. 


It we are going to tell a story, we need to believe in it and its 
characters. If we are going to move an audience, we need to 
be moved ourselves first. We just won't be able to give 
something that we don't have. 


The general tone of the story / Consistency 


Consistency in our vision from the fist to the last frame is 
essential the moment we decide to grab pen and paper. tis 
Important as we ty to create fiction, a fantasy with shapes, 
light, and rhythm. Our world and characters are made of 
paper and yet we have to make the audience experience 
them as real 


Making every element coherent with the rest (emotional ups 
and downs included) as part of the solid chain that is the 
world we are creating, will give credibility to our work. That's 
why our choice of first shots will establish our sense of 
‘drama, comedy, of action for the whole narration (see also 
page 038), and the tone and visual style we will commit to. 
Doing something “out of character" aftar that would pull the 
‘audience out of the realty we are trying to bulld—and then 
the magic would be gone. 


Once we visualize in our minds @ general tone for the 
narration (comedic, snappy. epic, dramatic, intimate, and so 
forth) and how to ramp upto its climax (pages 059, 075), we 
can start developing images that always serve the concepts 
we have previously established. 


Not telling the audience things, but rather making them 
fee! things. 


(One of our main tools when creating a world of “parallel 
realty” Is atmosphere, which is based on lighting, pacing 
and eolor. 


‘Sometimes it comes down to using insinuation to drive action, 
foreshadowing things rather than tolegraphing them, on both 
atistic and narrative levels. This will allow our audience to 
Participate more in the adventure. The idea behind this fs that, 
ho matter how hard we try, we will never represent “reality as 
itis," simply because we each have our own unique version 
of realty in our minds. 


Obvious evidence of this is a plein-air painting trip with 2 
number of equally talented artists. Even i they all paint the 
same tree or the same boal, the truth is, at he end of the 
day, they will all go back home with diferent interpretations 
of the subject, actually very different paintings. Starting with 
the cropping of the scene, the way each artist emphasizes 
‘one thing versus another, even the actual color palette will 
be different; one will favor warm tones against the cooler 
tones of the other, even when they are all convinced they 
depicted things “exactly” as they were, therefore 
transmitting to their audiences 2 completely different 
‘emotional message in each case. 


So, as much as possible, we wil be better off giving the 
‘audience the opportunity to create their own really in their 
minds. Let them own the visuals and therefore the story, up 
to. degree. Let's give them the elements they need so that 
they can subconsciously fee! the urge to fil in the gaps with 
What is oniy insinuated to them, 


Let's tend to use simplicity, shadows, and silences as 
opposed to an avalanche of detail, so that they can 
experience them in their own way. Let's always leave them 
wondering about a litle something, longing to know a bit 
mote, to continue watching or reading, and let's give them 
answers while simultaneously raising new questions. Itrealy 
is a seductive game, 


‘Choreographing the page 
‘As we saw in the example of panel sequence 'D’ (page 103) 
the moment we have a series of panels depicting a repeated 
‘element throughout, we will try to make sure, for fast 
readability purposes as well as the creation of a smooth and 
“cinematic” move, that the main point of such olement in 


‘This is a principio that applies not only to individual 
elements along a number cf panels, but also tothe layout 
‘of entire pages and sequences of action, and ‘J' are 
‘example of tt, in which every panel on the page is in 
structural harmony with the others by having all their 
perspective Ines converge in one single vanishing point. 


‘every frame (in 'H’, the center of her eyes, in 'D,” the whole 
head of the running soldier) is located along a main line. 
Whether that line is straight or curved, it should follow a 
predetermined and harmonious path to ensure the reader 


doosr't ose the flow ef the moment, 


oe IF 
yOu WERE 


T WOULD HAYE TO KILL YOU 
ir "You wine iit HE 


"EILLEING Pant" 
GETS_ME EVERY 
TIME 


IE PAL 


These diferent panel shapes we use to frame and express 


are obviously only parts of a bigger 


storytelling unit that is the page. 


‘Once we have an idea of what shape we need our panels to 
be in order to make our visual statements at every point ofthe 
story, we will need to make sure that the moment we put them 


together, they all configure a solid and meaningful page layout 


We will need to know how repetitive or how unpredictable the 
Is the reading going to be 
? Aro the frames 


thythm has to be once in continuit 


‘oF more irrogular and disrupt 


peirshape, oF 


going to be more straightforward and steady in 
are they going c include more diagonals and therefore a 


bigger sense of unbalance? 


Whatever the answers o these questions are, ane thing will ba 


main priotty the clear readability of the page. The audien 


Is there to follow a story, not to try to figure out what a page 
layout means or in what order the panel 
would, as we have mentioned before, pul the reader out of the 
story for good. 


This simply 


CHAPTER 2 


Deawing snp COMpesing 
hb SINGLE image 
(ses) 


The possibilities for shapes are as 
‘unlimited as imagination and purpose. 


Circles (F), ovals, squares, rectangles, 
triangles, inverted pyramids, and the lke, as 
far as they serve our narrative purpose and 
don’ become confusing agents.n the overall 
layout design of our page, wil just make our 
slonteling richer and more graphic 
whenever noeded. 


Finally, let's review subjects we have 
aready seen in inis book, such as contrast 
and cimax. The same principles that 
would apply fo 2 movie or the execution of 
its sioryboard would also apply here. The 
overuse of rather spectacular and 
dynamic visual devices consistently 
throughout a graphic novel would leave us, 
with nowhere to go the moment we tried 
to create 2 very special or intense 
‘moment, or ried to build toward the end 
Of the story. Again, la’s create rhythms 
and then lets break them for dramatic 
effects, Let's apply things only where thay 
bolong and in the ight amcurt 


The vertical format in ‘B' helps us 
display the descending path they have 
to follow ta reach the abandoned radio 
they are searching for, again 
‘maximizing the space within the format 
by having only the three characters, the 
space between them and their 
objective, and finally the transmitter, 


As their mission progresses, they walk 
along the endless trails of a Pacific 
island. The panoramic format of °C, 
helps us feo! the size of the landscape 
while pertecty accommodating one of 
the men's rifles to establish the drama, 
the time period, and the willof the three 
‘servicemen to push the mission forward, 


'D' Is an action displayed in continuity 
through a series of panels, As the 
character quickly moves downhill, the 
panels open more and more in the 
deection he is running to and ends up 
revealing his firal pose as well as the 
pose of his two comrades, The diagonal 
line created by the bottom of the panels 
‘adds to the sense of acton and drama 
of the scene. Finally, the last panel 
becomes suddenly wider than the 
‘thors justin timo for the big explosion 
to happen. 


Sometimes we might have an odd 
shape left in the layout of a full page 
that we want to maintain, that wo ean 
easily accommodate to a specific 
purpose or meaning. In this case we 
se the potertialy uncomfortable pointy 
shape of the triangle top in Eto fil in 
with a simple, repetitive, and not oo 
relevant pattern ofthe paim trae leaves, 
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Atmosphere 


Asense of reality 


We want to transmit the emotion of the landscape—the 
face—the piece of architecture in front of us onto the paper. 
And i's very tempting to try to do so by just copying or 
transferring every shape and detail of it with our brushes as 
a photograph would, assuming such a literal transfer would 
be the best way to get as close as possible to the feeling and 
sense of atmosphere our eyes and mind get from the realty 
In front of us. 


But atthe end of the day the mountain and the tree stay in the 
countryside, Ali we can transfer onto the paper is just an 
iusion, one of the elements in front of us. Then what is more 
faithful to reality, the iteral mage of something or iis sprit? 


Personally, I'm going with the spirit. 


If we try to draw somebody's portrait from a picture and we 
use, for example, the “square grid pattern” technique, we will 
surely end up with @ perfect transfer of every detail and 
feature of it on the paper, but then we gre not making any 
choices (see page 024). In this case, all ofthe features wil 
‘end up looking equally impartant. Is this realy how we see or 
perceive that person? Is it really how he or she is? 


Sure, some lines or areas should be more representative 
‘or important within his features and therefore should stand, 
out more, 


How about we sit in front of our model, squint our eyes, see 
what stands out then, and what the first quick read of the face 
and the expression is? If we follow this, the result would be @ 
more accurate representation of that person. 


So a “photographic” depiction is not necessaniy the answer, 
Expression is. Energy transmitted is, Mood is. These are the 
things that will ultimately transmit the character's real 
personality to the audience, 


The same will happen with any other type of subject. 


Lighting 


{s what is in front of us and what we perceive actually the 
same thing? 


‘The same piece of reality we try to portray will change 
completely under different environmental conditions. How we 
see what's in front of us is even more important than the 
object itself. The same thing can tell us many different 
stories. Our choice of point of view. lighting, and so forth, at 
every moment, needs to be intimately related to what we try 
to say or express. 


Let's imagine that we are going to shoot two movies, and our 
budget is so limited that we can only have one location, say 
a room with a table, four chairs, and two windows to the 
‘outside. The first movie we have to shoot is a cute tale for 
litle kids and, the second, the mast upsetting horror movie 
‘ever made. And we can't even reposition a single chair in 
‘order to create 2 more appropriate environment for each film, 
Is the audience going to buy into it? 


If we need to create two completely different worlds, two 
different perceptions of the world, two completely different 
‘experiences, how will we doit? 


ov 


Lighting is the first answer. By changing the lighting we 
change the reality in front of us, oF, to be more precise, we 
radically change our perception of it, Making things lighter or 
darker, showing more or less, being more obvious or more 
ambiguous will result in cifferent worlds. 


Back in our ‘set location room,” if we switch allights on and 
leave all the windows open then we will see everything, every 
Ita detail of i. Not much will be left to our imagination and 
therefore we wil feel more confident and relaxed. If we shut 
all the windows and switch off all the lights, we will be in 
darkness and none of the furniture or objects will exist, not 
{rom a visual point of view. 


Depending on the narrative needs of the moment, we will be able to frame and 


display the same basic setup in many different ways and formats. Here are 2 
few examples. 


"A's using a perfectly square format to present us the three characters. In this space 
we can include the essentials to see thal they are soldiers and, although they belong 
to the same army, we already see the distinctive features of each of them despite 
the fairly sketchy execution ofthe drawing, Two wear a helmet: one with camouflage 
(like his shit), one without (a white T-shirt covers his torso). The third soldier offers 
2 clear view ofthe features of his head and smokes a cigarette. Cropping everything 
else out helps us focus on the levels of drama and tension ofthe tro. 
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PART 2 


THE PANEL 
AND THE PAGE 


Displaying the Story 
(One of the main features that makes a fim and the graphic novel diferent from each other is the format 


In a movie theater, we have one screen onto which all mages are projected, one frame at a time, 
Creating the illusion of movement. Aiso, while shooting the film, the camera has the ably to pan up 
‘and down, left and right, diagonally, truck in and out, zoom in and out, and do it all with a continuity 
‘as smooth as we plan itto be 


A classi graphic novel is printed on paper, showing a continuity of images that relies on still panels 
to be its physical support. Through them we will have to create the illusion of a movement that does 
not really exist. Our devices for this medium willbe different than the anes of film, because now we 
will have panel size, panel shape (square, rectangular, vertical, horizontal, circular, triangular, irregular 
shape, whole page), panels within panels, the use of balloons and onomatopoeias, and so forth. Stil, 
the basic principals of framing, lighting, and sense of rhythm will remain the same, 


Let's see some examples of the devices we just talked about, and how they work. 


Drawing in chiaroscuro (...0r the line that never existed anyway) 


‘The lines we draw in an average illustration do not exist in 
reality, they are only a means for us to define on paper the 
space that the objects depicted by such lines occupy. But 
since the perception of such objects might change 
dramatically depending mainly on lighting choices, are these 
lines that important after al? Obviously we will need a good 
knowiedge of traditional line drawing before we gat into 
further concepts like the ones we are talking about now, 
Training in this discipline will allow us to place every iter 
(objects as well as masses of ight and dark) where and how 
we want and need them on our drawing surface. 


But past that we will say since contour lines do not exist in 
reality, in some cases they just might get in our way when 
drawing what we really need to draw. And while talking about 
perception, | would suggest o forget for a moment everything 
we have visually assumed in our everyday lives, since these 
might make us go mainly by clichés, 
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Life is obviously easier if we “identify,” assume, and label 
things quickly. n fact we have historically needed to live by 
these rules in order to quickly react to them as well in order 
to survive (despite the obvious possibility of making grand 
mistakes in the process). But since no dinosaurris chasing us 
Tight now (we hope), we can afford to think more quietly about 
what is in front of us and how we really perceive it, without 
fitering it through any preconceived notions. 


‘Studying reality as it appears in front of us 


‘To putt snother way, how would we perceive the things we 
‘see around us if we had just arrived to Earth from another 
completely different planet and we didn’t know what "a 
person” looked like, what an ocean is, or what makes a tree 
different from another one? How would then our brains 
process what our eyes would see? 


We would just have to go by Impression, without being able 
to,rationalize any of the elements around, And the impression 
we would have would depend, as we will see, not only on the 
physical elements themselves, but also on the conditions of 
the moment. 


As an example, let's say right now a man is trying to paint a 
bunch of daisies in a flowerpot. Only some of them are it, the 
rest are in the dark. He knows the precise number of lowers 
that are in the pot and, in an effort to represent reality “as it 
's," he is not going to stop trying to represent each and every 
tone of the daisies on his painting, the flowerpot in allits detail, 
a5 well as all the objects around. But by doing so he is not 


{g0ing to find his way to “depicting reality” as he expects, since 
only part ofthe flowers and objects in the scene do “visually 
exist” under these specific lighting circumstances. 


‘As we see, we need to look at what Is around us, try squinting 
‘our eyes, skipping the visually nonexistent details, the 
Unimportant, the unnecessary, and whatever is not 
Contributing tothe visual impression of what we see, Let's got 
tothe point. 


Let's go now to another simple example, a human head. We 
all know what it looks like, and what features and sense of 
volume it appears to have. 


but the question is, what happens the moment we start changing the circum- 
‘stances around it? How many diferent stories wil the seme head be able to tell us? 
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When in a relaxed situation, a character's profile 
should offer a more horizontal, resting-to-the-eye 
shape (F). Also, we will need a backdrop in 
accordance with the moment. A crazy, dynamic 
backdrop would contradict her pose, though such 
Contrast might be something our scene requires. It 
does depend on each individual case, Stll, we are 
trying to sell a whole moment and what this moment 
means; the character is just one (main) contributor 
to the final result 


Feeling down and insecure will 
take our characters to display a 
much less expansive, caving-into- 
iteolf overall ehouette, lke trying to 
vanish from a situation that turned 
adverse to them. Again, the hat, 
the clothes, the shadows in the 
scene, may be potential vertical 
crying shapes in the background 
(ike buildings, for example), 
Everything in the composition will 
Ccontvibute to the moment (D, &) 


Solid shapes wil give 
us a more confident 


feal (@) The variety is great—some will tell a more 


relaxed, upfront story, while some might go 
to the realm of nightmares and then, worlds 
in between, 


One of the main steps will be again to 
decide how much we want to show of the 
subject, haw clear or haw confusing the 
Image will be, how close to an everyday, 
average impression of a human face do we 
attempt, or how far away from it do we 
decide to travel in order to create, in this 
case, an unsettling mood for our audience. 
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Again, in order to emphasize the mood of the moment, we 
will use the graphic options a whole body is offering to us. 
We will try to deliver interesting poses with a level of 
complexity in them to make the delivery of the message 
interesting, but the readability wil sil have to be there. 


We will also always be aware that the character pose will 
have to work every time with the elements around, such as 
location, camera angle, and lighting, becoming part of a wall 
balanced and meaningful composition. 


In moments of expansive 
‘action, the core lines of the 
drawing will be diagonals, 
(Oftbalance shapes against 
‘smaller counteracting ones 
to keep a sense of 
precarious but believable 
balance of the figure. 


Confusion is created by 
mixing straight tines, 

curves, flats, diagonals, 
everything 


“Spiky” 
personality 


This character 
can't wait to 
stretch above a 
reality he 
doesn't think he 
belongs to. 


Soft, appeating, 
insinuating 


Obviously we need to apply all these concepts to @ working 
surface; sometimes it is paper or @ computer screen. 
Whichever we choose, the compositional challenges and its 
solutions will be the same, although the speed at which we 
‘can work will dramatically Increase the moment we use digital 
technology given its great capacity to let us correct and edit 
faster than any other tool 


We have to compose images that will deliver the message 
the moment requires in an effective and easy to understand 
way. Whether the intensity of the scene needs to be low or 
high, to reveal more or less, to point out one element or 
another (decisions we will have to make at pre-planning 
stage), there are a number of compositional rules and 
elements that are available to us in order to achieve such 
effects as we will see from this point on. 


How we see things usually, and how we don't 


We all have a sense of what feels natural and familiar to us 
interms of what we are used to seeing regularly, and how we 
are used to seeing it. The moment we start deviating from it 
wo start creating images that feel unusual to us, which can 
mean slightly special and interesting, very special and 
interesting, or just weird and possibly unpleasant. We have to 
decide what we need at each moment, 


For example, at how high or how low do we want to position 
the camera? Do we want it at our eye level? Higher looking 
down? Lower looking up? Much, much lower to increase the 
level of drama even more (pages 040-041)? What kind of 
lens do we want to use (pages 028-030)? Do we want a 
regular feel to the shot or do we want to force the sense of 
perspective? And, if so, do we want to force it by exaggerating 
the perspective or by flattening it? 


Selective vision 


Normally we go about life focusing on what is relevant to us 
at every given moment. If we are walking down the street, we 
basically pay more attention to traffic in order to remain safe, 
or fo the shops in the street to make sure we don't miss out 
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‘on the one we are looking for. Or if we are at a bar waiting for 
a fiend, we look at people's faces having our friend's features 
in mind s0 that we can make the match and recognize him the 
second he walks in, If we are relaxing on a Sunday afternoon, 
‘we might direct our focus toward the landscape around: the, 
beautiful palm trees, or maybe other people stroling around, 
or kids having a good time to feel that we are part of it and 
“share the moment. 


‘The point is, even if our eyes are seeing many things at once, 
we do prioritize them based on our need at the moment, 
‘making specific things stand out above the rest. 


‘A good example of this is when we walk with somebody. We 
quickly glance at our watch and then we go back to our 
conversation. Our friend then asks us what time itis and we 
have to look at the watch again, because the first time we did 
So we were not really interested in what time it was but 
whether we were late or not to our next appointment. That's 
the information we needed and that’s the information we got 
‘out of it. No mora, 


‘So we look at things depending on what we require at the 
moment, and this is how we will select and highlight certain 
‘elements in our compositions as part of the visual message 
‘we want to deliver. 


Let's frame and illuminate things in order to show what we 
need to show, how we need to show it, and, as much as we 


can, let's crop out the rest 


Putting the chosen elements on paper / Basic checkli 


We certainly have a vast number of visual tools and devices to 
help us put al these on paper. In the next pages are some of, 
the basics to get us started and make things work on a screen 
‘or panel, (Notice these rules are sometimes meant to be 
broken! We will always ty to find a creative and innovative way 
to do and say things, as long as it makes sense). Later on in 
the Composing Shots with a Purpose section of the book, we 
will see practical examples that demonstrate how these and 
many more can be combinad to achieve the needed results. 


Long or wide shot: This type of shot helps establish a general 
sense for the scene. It allows us to show the character within his 
or her context or surrounding circumstances. (Where are we? 
Where is the action taking place? What types of elements will 
we have to interact with?) 


Medium shot: This siill offers a wide view, but elements that 
otherwise would interfere with the message of the shot are 
cropped out. 


Close-up: This provides a better feel for the features and the 
reaction of a character to a situation, At this point, the reaction will 
be more important to an audience than whatever caused it, 


Extreme close-up: Here the audience will become one with the 
person on screen. This is not the only way to achieve this effect, 
‘a8 we will always have other options such as the use of a point 
of view camera shot (page 053), 


Rule of thirds: Drawing a perfectly symmetrical composition will 
do the job for an epic or otherwise special moment, but when 
used regularly it will just feel too self conscious and convenient, 
missing any natural feel to it. Compositions are normally better 
based on off-center pattems, ike when we compose by thirds, 
Which allow us to achieve this off-center feel while at the same 
time preventing us from going too close to the sides of the frame, 
falling again into a strange and uncomfortable look. 


Positioning our main elements on any of these axes or on their 
resulting intersections will help us get an interesting and well- 
balanced image. 


Staying on the same side of “the line": A device that will help 
us keep a clear sense of geography along the same sequence 
(full explanation on page 089). 
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Ubimately, stories are about human feelings and moods, 
usually expressed by humans, although sometimes also by 
animals or anything else an artist can project human 
emotions on. Therefore, the expressiveness of the 
characters in our stories will be essential to transmitting 
What they are about at every moment during the devel 
‘opment of the narration. 


‘The character's hair will become another device we 
will use for this purpose, emphasizing whatever 
shape, movement, and sense of directionality the 
rest of the face and head have, 


Itis a shape language that can go from the most relaxed 
pose to the most outrageous one, including everything from 
the character's face to the general sense of dynamics of 
his or her body pose, as well as every detail and subtlety 
within this general contour. As a general rule, angular 
shapes will appear more tense, and softer shapes will fee! 
nicer and more relaxed. 


In case the adventures of our 
character will lead him or her 
to change clothes throughout 
the story, then more than ever 
we will need to make sure 
there is something about the 
figure silhouette, shape, or 
features that stands out 
enough that no confusion is 
created as far as who he or 
she js. It could be a special 
hairdo or head shape, a 
special headdress, some big 
earrings, a distinctive tattoo, 


or other unique accessory, 
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Lighting: Helps us focus the audience's attention on very 
specific and limited areas by creating contrast (page 075), for 
‘example, a bright, illuminated area surrounded by a frame of 
darkness, or by creating a point of major contrast and therefore 
visual tension where needed 


Lines: Whether we are talking about physical lines or linear 
motives created by a series of aligned elements in the scene, 
the emotional result will vary depending on the direction and 
arrangement of such lines, 


Curved shapes will always appear to be more subtle and 
peaceful, diagonals being on the other end, more dynamic and 
aggressive. Straight lines will represent assertiveness while 
curves will be kinder and easier on the eye. 


We can also use lines to direct the eye toward a specific element 
in the panel. Besides the perspective element we will mention 
shortly, “ines” can be anything from a tree branch, a powerful 
and elongated element of graffi, a row of clouds pointing in a 
certain direction, or the imaginary one that links the heads of 
different characters. 


Avoid tangencies and weird coincidences: Such occurrences 
will take an audience away from the story moment by making 
them focus on ‘what looks weird” in a shot. Tangencies and 
coincidences happen when we don't really pay attention to how 
the elements in a shot are composed or combined, though they 
might look like they have been planned or premeditated, creating 
a disruptive effect that doesn't have any business in the story we 
are narrating 


Cutting in: Sometimes the moment will require us to jump closer 
to @ detail in the scene we are in to better appreciate the 
expression of a character's eyes or the subtlety of an objec that 
will shortly become relevant in the development ofthe facts. In 
this case, always make sure thatthe subject stays in the same 
position in both frames proportionally within the measurements 
ofthe screen (page 055). 


Size difference: Creating an uneven balance of shapes and 
masses in a frame (big, medium, small—see also page 049) 
automatically makes an image deeper, more dynamic, and 
interesting. Also, some characters or elements wil need to be 
more prominent than others for story purposes, and possibly this 
weight" relationship will change throughout its course. Whatever 
the case is, one of the ways to establish this order of relevance 
is through the size relationship between them on the screen, This 
can be achieved by either just having a character or element 
actualy bigger than others, or by positioning him relative to the 
camera in a way that he will appear to be bis 


Perspective: We have the tendency to look toward where the 
vanishing point is since, especially in the case of architectural 
environments, al ines parallel tothe horizon and among themselves, 
willbe pointing ati, creating an obvious center of interest. 


The main character's look direction: Whatever direction a 
prominent character is looking will influence the general 
composition no matter where the other elemients are. As long as 
they don't overpower the actor, the audience will have the 
tendency to look in the same direction, anticipating something 
important to the development ofthe story is happening in that area. 


Screen direction: Culturally we are used to reading in a certain 
direction, this being left to right or right to lef, influencing the way 
we “read” the screen. If the action is going in the direction we are 
familiar with, our perception will be that, at that point, things are 
positive and going well, while the opposite would transiate into 
hard times and difficulty. 


Besides that, the action during the scenes of the same sequence 
willin most cases travel in the same screen direction consistently 
from beginning to end, to establish momentum and for clarity, 
unless a dramatic tum in the action is required for a specific 


Reinforcing the action with the background: When the sense 
of perspective in the backdrop accompanies the general direction 
of the action developed in the scene, the effect will be 
automatically enhanced. 
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‘The same principles would apply to a character portrait in full 
body. As a head with a new accessory can dramatically 
change its silhouette 10 something very different, also 
characters with similar body structure can dramatically 


‘change their visual impact when wearing completely different 
‘outfits, which, 3s mentioned before, they are most likely to 
‘wear consistently throughout most of the story. 
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This will be used to our advantage, 
creating smoother and softer shapes 
for characters with smoother and 
softer personalities, 


Although‘ represents the straight- 
forward, not too interesting shape 
of the man in the raincoat, itcan all 
of a sudden and when the moment 
requires, turn into the spikier 
silhouette of 'D,’just as intense as 
the one in'A” 


One last thing before we get into the analysis of specific 
compositions based on the elements we have seen before, 
‘Something that will dramatically influence the way in which 
we see things on the screen—even when the camera is 
Positioned exactly on the same spot, pointing at the same. 
subject, in the same direction—is the kind of lens you 
decide to use. 


To simplify, we will mention the two extremes in a broad way. 
the wide-angle lens (A) and the fong fens (C). Right between 
them, the 50-mm fens (B), when using 35-mm film, would be 
the approximate equivalent ta how a human eya normally 
‘sees things, without any sort of distortion, 


‘Ww 
(wide angle)| 


if we were to shoot a simple blank, rectangular wall both with wide and 
long lenses, we would already see the difference because ofthe texture 
and the distortion on the sides of it. But itis the moment we position 
different elements at diferent distances from the lens, and from each 
‘other, that the example becomes most clear. 


BS 
(50-mm) 
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Both wide and long lenses will give us distorted views of the 
objects in front of us in comparison with what we would 
normally see with our naked eye, each ina very different and, 
distinctive way that will influence the effect and type of visual, 
‘message we imprint on a particular bit of our narration. 


‘The wide-angle Jens literally includes a wider view, from left 
to right and top to bottom, of the subject it points at, The Jong 
fens focuses on a much narrower portion of it, Therefore, in 
‘order to get the same section of landscape in both cases, the 
distance between the lens and the landscape will have to vary 
2 lot from one to the other. 


(long lens) 


So let's imagine now we have a person (seen as a small black square in these 
diagrams) in front of a wall or building. We sill have to position the camera closer 
or farther from this architectural structure (represented here by the thick, black 
line), depending on the kind of lens we use, in order to got its whale facade in the 
‘shot. The obvious difference now will be that in order to do so, in example A-t 
(wide angle lens), we end up being extremoly close to the character, while in 
‘example C-t (long lens), we will be at a really great distance from him. 


“To put it another way, in At, the distance between the lens and the character 
is barely a fith of the distance between the character and the building behind. 

In C-4, such distance is (ust as an example) 15 times the distance between the 
character and the wall, resulting in the visual effect thal, in this latter case, bath 
elements appear to be much closer together because proportionally to the 
distance from the lens, they are. 


‘And again, as a result ofthis, the farther back we move from the subject, while 
proportionally increasing the length of our lens to stil crop the image by the 
sides of the building, we will see how the character and the building will appear 
closer and closer every time. So the bigger distance and the bigger focal length 
will mean that any depth clues that we could have in the scene tend to get 
minimized, fiattening the image. Whereas when we use a wide-angle lens, all 
depth clues are enhanced to a point that (and going to the extreme) we might 
‘even end up playing with the proportional distances between the tip of the 
character's nose and his cheekbones, and then the one to his ears, resulting in 
a distortion of the features of that person’s face, that would give us outrageously 
‘dynamic compositions on the screen. 


ww 


‘Other elements to take into account wil 
bbe the height at which all these 
‘elements are postioned within the 
‘ace, the proportion of the distances, 
between the eyes and the eyebrows, 
between the spaces left above and 
below he eye line, between the bottom 
‘of the nose and the lips, between the 
lips and the chin, how thick the lps are, 
how wide, if the upper lip is more 
‘prominent than the bottom one, ors it 
the other way around? 


In addition, how round or how 
angular in general the shapes are, 
are they only one or the other? Or are 
they a combination of both? Also, the 
‘more symmetrical the front ofa face 
is, the more appealing somehow it 
willbe, as we ere genetically atrac- 
ted to balance and perfection, 


‘All those can be applied to what is 
happening around the head shape 
and within its space, but obviously 
we will also count on additional 
‘shapes like the hairstyle, including 
‘any possible omaments as well as 
its color, 


‘Again, no matter how different the 
‘shapes may be, we will always take 
‘care of making them feel connected 
to the same world, Like in the 
storyboard process when making a 
film, we should never do anything 
‘that, once the “world” for the story is 
created (and to that, everything 
‘contributes: pacing, lighting, fram- 
ing, character design, acting, and so 
forth), would pull us out of it by 
being completely alien to what we 
have established. 


‘So when it comes to creating char- 
‘acters for a graphic novel, we will 
‘have to make clear statements in this 
direction. Of the many differences we 
‘can create among our cast, the frst 
‘one we focus on is the silhouette. 


Making him or her recognizable in 
any sor of circumstances, including 
any type of framing and lighting, wit 
be essential. By doing £0, we wil 
have a clear read of who is who at 
‘any time, allowing us to progress 
through the story without having to 
get stuck in a frame or to go back to 
double-check this or that. 


This will include both the front and 
profile ofthe character design as well 
as his or her costume whenever 
possible. Obviously the moment we 
count on color we will have an 
additional tool to work with toward 
this end, 


In these examples we have an 
Indication of how we can simplify 
‘shapes to a point that will make it 
‘easier for us to work on this issue. 


‘After this, the next step will be to 
work within this shape, adding up to 
thelr personality. Here we can play 
With the expression of the eyes, the 
postion of them in the face (closer 
together, more separate, squinting, 
wide open), the style and color of the 
hai, the amount oft, and 50 on. 
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Here is how the same exact shot would 
look lke in the three diferent cases: 


‘Act wide-angle lens: The face here 
{is absolutely prominent since the 
camera is extremely close to it. The 
distortion ofits features and the one of 
the perspective in the background are 
very obvious since a small distance 
between two points perpendicular to 
the lens produces an exaggerated 
optical effect. 
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‘C-+1 long lens: Next, if we try to get 
the scene with a long lens while (as 
in the previous example) stil trying to 
‘include the whole width of the house 
Inthe frame, this would be the result 
‘The character and the house would 
‘appear to be in a realistic proportion 
‘against each other since the distance 
between the two of them wouldn't be 
relevant at all compared to the 
distance between them both as a 
{group on one end and the camera on 
the other. 


C-2Jong lens: Ifthe intention were to 
get the face within the frame as we 
did in the first shot, but from a big 
distance and with a ong lens, then we. 
‘would stil keep the realistic proportion 
between the girl and background, 
therefore barely seeing a litle portion 
of the house's door, 


Comic book and graphic novel 
characters don’ seem to restyle their 
hair, shower, or even change their 
clothes all too often, truth be said. 
‘And there is a good reason for this. 


We mentioned before that we are 
‘mowing in the world of cresting 
iWusions, of making people believe 
things hat are not real or, to be more 
‘accurate, to create realtes that are 
only in our brains, Are realities ever 
anything else but thet anyway? 


“Tho moment wo doal with live action 
characters, they are instanty 
recognizable ffom each other, but 
when they are drawn on paper, we 
hhave to supply them with those extra 
‘personal touches that will definitely 
‘bring them up to the level of what will 
impact us. 


Iisa bit lke theater or opera. Their 
audiences have the immediacy of live 
‘actors in front of them, though they 
‘are usually at a cistance, making it 
diffcul for us to get a reel grasp of 
every nuance and gesture in their 
‘acting, and that's why such acting in 
these cases is more 

than the one that takes place in front 
ef a film camera. In movies we can 
‘got every litte reflection of light in tho 
comer of an eye and deliver it to the: 
‘audience thanks to the amazing work 
cf the directors of photography and 
their tear, 


PART 1 


THE CHARACTERS 


CHAPTER 3 


Composing’ 
SITS whiTd 
A 
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Before stepping into this new and distinctive field, know that 
everything that has been said so far in this book can be 
applied to this medium as well 


What comes next is particular to the “graphic novel,” or at 
least to a specific way to work. (Let's always leave a door 
pen to exploration or to enhancement of what one takes for 
granted.) But we should always count on what other fields 
such as film, theatrical arts, shadow puppets, and the like 
that can enrich our style of wor. 
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CHAPTER 5 


THe 
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Most examples in this section will include two litle 
thumbnails: the first one shows the basic distribution of the 
light and dark masses in the shot, and the second shows the 
‘main lines of tension. With clear examples we will see how to 
achieve the creation of different emotions to serve the 
purpose of a specific moment within the narration. There are 
certain rules that will generally apply, and these can be 
applied to potentially any environment or situation, 


Remember, in order to achiove the needed "quick read,” do not 
think in terms of the “elements” you need to compose at first 
(characters, furniture, rocks, trees), but thinkin terms of basic, 
ear, and readable shapes (litle thumbnails attached to each 
‘Composition), and then compose your “elements” within, 


Lets see a quick introductory example of this process. 


Lot's say we are trying to create an oppressive environment. 
We wil try to create 2 composition that will ‘visually strangle’ 
our character, and for that we come up with a basic 
distribution of the light and dark masses as seen in example 
‘A’ below, 


‘Once we have established a basic idea that we know will 
serve our purpose, what we need to do next is stick to it and 
use it as a clear visual statement. We know it feels 
suffocating, claustraphabic, dramatic, and we also know it 
direct 


the eye clearly to the main area of focus...so the 
choice is successful (see pages 040, 043 for similarly 
themed images, and pages 057, 087 for examples of haw to 
balance the main weight of an image when one composition 
affects the next when it comes to cinematic continuity) 


os 


‘Now, to putit simply, all we have to do is draw and illuminate 
the image following this template. The specific situation that 
the story dictates will have to conform to this as we can see 
in the examples 'B' and ‘C’in the next page. 


The second set of thumbnails will depict the dynamics of the image in terms of lines, 
whether physical or perceived (©. “connecting the dots"; see page 028). In the case of 
‘example ‘B’ we see that the texture of the rocks and terrain also point to the stranded 
‘cowboy, adding to the drama 


Here in example 'G’ we get physical ines like the fence, the ill on the left, and the shadows 
fon the wall to the right, all of which draw our eye to the cowboy in the background, 
‘Additionally, there are imaginary lines created from connecting dots as seen before, lke the 
‘one resulting from the butt of the pistol, the bad guy's knuckles and finally the head of the 
man in trouble, 
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rhe Bikers” 


This case has an additional feature since we transition from one action to anather (exterior 


to interior) within the came sequence, therafore, we play with two different camera lines, 


which we will see are connected anyway. 


PART1 The axis here runs between the two bikers and the 
house. The camera is on the right side of it from the 
character's point of view, so the wall to their lef offers a 
consistant hackerop for the sequence: In shots 2and 4 we go 
Fight on the line, a neutral position that still ofers a good 
understanding of the geographical etements of the location 


and does not cross the line. (Note: If we ever needed to 
cross, we could get away with it by doing it in one single 
camera move, which would start and end on the different 
sides of the line with ane single motion of the camara, so that 
we could stil keep track of the general situation 


PART2 We are in the attic now. For the first shot in this new 
part ofthe location, shot 5, the camera is obviously stillon the 
same side of the orginal line, in an area that is going to be 
our‘transition zone," right between the line from the first part 


of the sequence and the newline that we will have as a result 
‘of connecting the two new main elements of the second part 
of the scene, the “crook in the square patter jacket” and “the 
two mobsters at the end of the room.” 


"Part 1" line 


‘TRANSITION ZONE 


ot 


Let's see further examples of how, with the proper use of lighting, staging, framing, and 
other elements, we can compose effective, quickly readable images to serve the needs 
of a specific shot while directing the audience's ayes toward the key narrative subjects 
of the scene, 


THE RESTAURANT (A GENERAL CASE) 


Let's imagine, for example, a scene in which two people are sharing a table at a restaurant. 
Without dialogue, we might not know exactly what is going on between the two, but the 
Visuals will be there to tall us a lot about it. 
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1/- If the space between them is clear of obstacles, the 
|mpression willbe their communication is fluent and positive 
Also, if they are both equally lit, the feeling of personal 
balance between the two will be emphasized. 


2- On the contrary, if we position visually heavy elements 
between the two characters, the visual dialogue between 
them will be somehow broken. The feeling will be 
accentuated the moment their respective backgrounds are 
diferent, iterally placing them in “diferent spaces. 
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3-- fone of thems it while the other remains in the shadows, 
the lt person might have more positive intentions than the 
‘one who is not 


4 - When one of the characters is lit in a way that offers a 
bigger tonal contrast than the other, our eye will go straight, 
to that person (the man, in this case), giving him a bigger 
visual relevance 


We have talked before about the need to keep things clear 
from a geographical point of view. Our audience is here to 


follow a story and the emotional rollercoaster we daliver 
theough its narration. They shouldn't have to, on top of that, 
sian worrying about stuf that might get in their way when it 
comes to following the story propery, such as “where is 
what” inthe shot. 


Imagine you are watching a football match on television. You 
know the two teams well their players, the colors they are 
Wearing, the field they are defending, and the goal where they 
are trying to score. All this basic knowledge would be 
completely ruined the moment the director tried to shoot the 
‘event from the opposite side of the field simultaneously. We 
just wouldn'tbe abie to follow who is who, who is oping where, 
(Who is doing what if we had ta focus 0 much on it that a 
big headache would be guaranteed at the end of the show. 


Unless we want to confuse the audience on purpose, 
because the moment requires so (for example, ifwe need to 
put ourselves in the shoes of someone who has just been 
kidnapped and taken somewhere unknown te him), wenead 
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tomake sure that the geography of the location we are in and 
the rasition of the characters within is clear enough so that 
any action they may take there, or from there, is easily 
understood by the audience. 


For his purpose, we will need to follow one very simple rule: 
to stay on “the same side of the line,” which connects and 
runs across the two main elements in the scane while we 
witness the action unfold. By doing 0, we will have one very 
strong point of roferonce; the background behind the 
characters wil always be the same, and all 
anchored to that reference. 


ns will be 


Let's see the previous examples of "Cowboys" and “The 
Bikers" from this point of view now. 


“The Cowboys” 


Frames 1 ta 7 af are represented and 
‘numbered in these diagrams, In them we 
can see how we established “the line 
between the two main elements in the 
‘scene's action, which are the cowboy with 
the rifle in the foreground and the three 
horsemen in the distance. 


(Once this basic element has been set, we 
can then clearly see how the camera has 
been placed according to the principle 
explained. Also observe how, as a result, 
we can always place the gunman 
consistantly favoring screen let as 
‘opposed to the three horseman and the 
‘mountains that tend to favor (even if just 
slightly) screen right. 


Let's now see the same applied to “The 
Bikers” sequence 
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ESTABLISHING SHOTS 


Worlds should be established early into the development of a story. The emotional tone of 
it, the “rules of the game,” the basic frame in which the narration will unfold, is usually 
presented fo the audience right at the beginning. In this case, a single image conveys 
multiple messages. Besides a specific geographical location, we also see a story that 
begins with a symmetrical, somehow flat and unquestionable tone and characters with a 
well-determined code and set of rules which will fect the decisions they make throughout 
the story. 


Here everything is a lot more organic and relaxed, First off, we have many more textures 
and depth clues in the scene, like the sense of perspective implied by the car in the 
{foreground and in relationship to the group of teenagers in the middle ground and then the 
houses in the very background. The faces we see in the shot are also clearly exposed, 
their smiles obvious, their clothes, evidently from the '50s (same time period already 
established by the car), follow the individual taste of each girl and boy. All this is the world 
of these Southern California teenage characters, a world that sets the right mood for “the 
story we are about to tell.” 


ANIMATING THE SCENE 


Since we are working on flat surfaces and depicting only a stil frame of what is supposed 
to be part of a moving action, whatever we can do to imprint a conse of motion on our 


artwork will be essential toa good resull. In this case, since the three characters are carrying 
guns, we have been able to use these by displaying them “ike a fan,” as if they were 
different frames of one single weapon in motion, al the way from the lower pose on the very 
right, up to the one held by the foreground agent at the left. Even the shadow on the wall 
behind him seems to follow this rule 


Same in this case where the three characters involved in this street chase are 
‘simultaneously taking the position that the character ahead of them was holding barely the 
socond before. Also, if we drow a line going across their three heads, we would see it follows 


{U-shape diecton lke the one of skateboarder sliding down a ramp, to be shot upwards 
by the next ramp a second ater. Finally the use of @ one-point perspective downshot with 
‘2 wide-angle-lens effect, adds tothe vertigo and motion feel ofthe shot. 
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ERAME 6 The mobster closest io the window's still dominant after the cut, as we now see: 
him in an upshot, The square pattern of his jacket makes clear whom he is in relationship 
with the previous shot, making ita fast read for the audience. The characters in the scene 
are lit by what seems 10 be reflected light from the ground cutside or some mirror-like 
surface, taken to a graphic and visual extreme, which enhances the disturbing look of the 
fellows. Oue to the fact that the three heads create a virtual triangle, the scene becomes 
more uneven and interesting as opposed to ifthey were composed in continuity following 
a fat line (see train examples on pages 076-079), 


ERAME 7 Now we close in on who seems to be the brains of the operation as his calm, ‘in 
‘control’ Icok reflects, Ite @ “cut in,” meaning we keep the camera pointing oxactly in tho 
‘same direction and from the same position, while all we do is move it foward. 


This way we went very smoothly from the bike outside, a good distance from the house, 
to the boss of 2 dodgy operation inside the house's attic, by transitioning naturally and 
‘not creating distracting moves that would take us away from the narration of the story. 


08s 


“THE BIKERS” 
Part 2: "Mobsters in the Attic” 


ERAME 5 Going from one side of the window to the other in 
two consecutive shots and keeping atleast some of the same 
characters in the scene, we understand the connection 
between the two setups without getting lostin the geography 
of the full location. Here we are also revealing new 


Information in @ Way that the audience Is now aware of the 
potential danger the two bikers are subject, danger they 
are completely unaware of, This way the atmosphere 
becomes immediately more intense. 


Also, the line that goes from the eyes of the mobster in the altic toward the 
eyes of the couple outside (thumbnail lett) is clearly going downward, 
4 g establishing a visual dominance and control of the man over the couple. The 
gun he is holding close to his chest is also pointing in their direction, adding 
visual pressure on them 


4 


5 
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Notice that when putting shots 4 and § together in continuity, 
and in order to avoid mistaking any of the characters for 
another during the cut as would happen if they occupied the 
same space on the same side on the screen, we make sure 
the main weight of the scene changes then from right to left 
{pages 025 “The Line,” 057, 089, 114), 


Just as we always compose all the elements within each sti 
frame with a general low, or sense of tension (see all previous 
thumbnails in the book), because we deal with sequential art, 
we will apply the same principle to the actual screen as the 
common element between all stil frames that is. This is so that 
each main element or focus of attention in one shot will be 
‘coordinated with the next in a way that, when put together in 
continuity, they all offer a sense of flow, motion, and higher or 
lower organization and tension as well that will help enhance 
the narration, 


LOOKING DOWN, FEELING DOWN 


Lighting really is a powerful tool when it comes to directing the eyes of the viewer, in this 
case, creating a frame in the center in which we have a character baing questioned by a 
‘group of tough cops. Again, all eyes are on him. Also, every other character's eyes are 
positioned within the frame at a higher level than his. These, together withthe fact that the 
fellow's body is underneath the horizon line, add to the diminishing effect. A couple of 


closed fists in the shot in contrast with his open hand adds to the drama, as does the 
forearm of the character to the right and the hat at top left, both pointing in his direction, 
By including the shadow on the wall above the detainee’s head in the shot, we ‘close the 
Circle" on him—he has no way out. 


“The chosen point of view heres telling us how much trouble this soldiers in. By positioning 
the camera high up, looking down on him, we can barely see what is around him, the same 
‘way he must be feeling in this swamp. The big leaves and palms around the soldier visually 
diminish his size against the environment. The bamboo canes behind him also help 
‘emphasize the dramatic sense of perspective of this dawnshot, 


ERAME 4 Things reach maximum intensity as the distance _—_Allof a sudden the characters look up to the window, and so 
OVERPOWERING UPSHOTS between the characters and the building is minimum now. At 


this point it feels like the situation has hit the point of no 
return. The house is now more overwhelming than ever as “it 


do we as the audience. The window seems to be lit, and it 
can either be because of alight inside the attic or because of 
some reflected light on the glass pane from the outside, 
Whatever its, all the elements are now pointing at it, and we 
‘camera is on the floor looking up, emphasizing the imposing _will need that. 

nature of the image. 


{sso big it doesn't even fit in the frame.” At the same time, the 


the distant hunter. Other elements used in the composition help enhance the tension inthe 
‘scene, such as the tree and the gun creating a diagonal to the right while the foreground 

Wil adventurer is slightly angled to the left. Also, the fact that he is looking out ofthe frame and 
in the opposite direction of the other hunter makes him look mare independent and epic. 


‘The moment we position the camera lower than the character's eyes, the subject becomes 
2 towering, imposing figure, apparently more in control of the situation. In this case, the 
main figure becomes even more prominent due to the difference in size between him and. 


Since we are now getting ready for a TRANSITION. 


W ‘As an abstract concept, the overwhelming feel of an upshot can also be applied to any 
theme or subject ike the architecture ofa city In this case the wide-angle-lens effect ofthis 
scene could even be upstaged by a shot in which the camera was pointing so high, the 


vanishing point would be included in the frame, Another example of this concept can be 
‘seen on pages 004-005. 
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FRAME 2 Ifin the previous frame the characters stil kept _lens adds to the distortion of the image and to the drama of 

safe distance" from the house, naw they have been visually I. Also, by lowering the camera, our perception of the mo- 
enguifed, framed and surrounded by it, so that the building —_—_-mentis that we have been diminished or overwhelmed by all 
has the power now, not them. The election to use a wider __ elements in the frame. 


ERAME 3 Now we are completely with the characters, come as they get closer to the house. The bike is still in 
their acting, thelr reactions, and the apparent calm nature the background, serving as a geographical anchor or 
of their conversation that precedes the potential storm to _paint of reference. 
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USING THE NEGATIVE SPACE 


Negative space is in fact the Surface that is supposed to —_-main focus and subject of the composition, But negative 
be the least relevantin an mage, thatis, the space outside space can ofien be used as a very active part of the 
and between the elements that are considered to be the «message. Here are a few examples. 


‘Accrook tries to steal a mysterious idol from a safe. n this case, we use the back ofhis head 
‘and shoulder to frame his object of desire. The atmosphere of mystery becomes enhanced 
by the use of @ low beam of ight coming froma flashlight outside the frame. The same light 
iluminatos the basic features cf his face just enough to show the tension in them. 


A conversation is taking place at michight in a room with one ight source. The light source 
is concealed behind the big dark shape cn the left so that we focus only on the surfaces 
illuminated by it, which are mainly the faces of the characters in the scene. The one seated 
to the very right becomes the center of the whale action by being the enly one who reveals 
his eyes and full expression, while at the same time pointed at by the wall structure and 
‘observed by the other two people in the shot 


In this shot, while the soldier in the foreground is the most prominent figure, we also use 
him as a device to frame the other two who follow. The extreme size difference in the frame 
between these two groups (that can be enhanced by the use of a wide-angle lens) adds 
drama and tension by contrast (see page 075) to an otherwise jess dynamic situation, 
Finally, whenever we have a repetition of similar elements in a composition (human heads, 
in this case) let’s take into account the rhythm or “sense af motion” they create. We can 
Visualize it by connecting these three elements with a dynamic "U” shape line. 


Here, an oppressive atmosphere is achieved by positioning this “arrested man” in an 
‘extremely tight frame created by the backlit bodies of the two cops in the foreground. The 
man becomes even more vulnerable the moment we make him the only one exposed to the 
light. Also the gun screen left seems to be adding pressure right above his head, 
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“THE BIKERS” 
Part 4: "Mystery House” 


Lot's take the follawing elements: 
+ 2 couple who just got offa motoreyele 
«the bike itso 
+2 path that leads to @ house on a hill 


+ the house, highighting a single window in the attic 


‘Now let's compose these same elements differently, mostly by just relocating our camera 


and therefore getting a new perspective or point of view of the action. (Although the point 
of this example is to show how different camara positions on the same elemants say 


different thingo, we will slo 900 that frames 2 through 7 create @ sequence continuity within 


astory) 


ERAME 1 In this frst frame, we see how they just got to their 
destination and parked their motorcycle. The camera is 
behind them so we can only get their body language from the 
back and at a distance, letting us focus essentally on the 
‘general development of the action 


The general dynamics of the shot is thet of @ diagonel, the 
‘one created by the two main focal points—on one side, he 
characters and their bike, and on the other, the house on the 
hill—the diagonal fine clearly emphasized by the wall at he 
side of the path. This diagonal gives the image a feeling of 
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Instabilty, delivering the message that not everything Is as 
quiet and settied as we would lke it to be. 


The direction of the sun, our light source in this case, is 
backlighting the elements that, especially in the case of the 
house, help hghight an almosphera of mystory and discomfort. 


The cast shadow on the floor (bottom of ine Image), from 
the foreground left trees, prevents our eyes from wandering 
out of the scene and away from the action toward what 
would, otherwise, be an open bottom of the frame. 


“cowsoys” 
Part 2: Changing the camera position with a purpose 


We were talking about the calm before the storm. How about expressing this visually as opposed to with words? 


Let's say we want to step up the action in the scene, the character just decided i's time 
to bring up the gun and point ia the three horsemen, 


ERAME 5 If we do that while keeping 
the camera exactly at the same spat, no 
major contrast will happen, so tho 
increase in the intensity ofthe scene will 
e fatty iow, 


ERAME § Butif we doit whie moving 
the camera closer tothe imaginary line 
between the foreground cowboy and 
his three taraets (page 089), then we 
Will be closer to the shooter's point of 
View. Therefore we are now in a new 
visual and emotional place. 


So now the mood suddenly became 
Uunsettiing, But at least we stil kept the 
‘camera behind the character, as it was 


positioned since the beginning of the 
sequence. Therefore we only changed 
the intensity up to mid level 


FRAME 7 Lets introduce yet another 
element by positoning the camera in 
front of the character now, or should we 
tay in front of the gun? This time we 
start feeting as if we were in the place 
of the three horsemen—not a good one 
to be in. By throwing in a good wide- 
angle lens, we are going to make the 
‘shot even more disturbing. 


ORDER VS. CHAOS 
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Playing wih contrast in an ordered composition of elements in a frame against a more 
random or chaotic one produces diferent effects within the contex! of the story we are 
telling. Such a dsposttion of etements can be telling us sither something about the general 
‘emotional moment or establish a letmoti for the character the scene refers to. In te first 
case, we would have a gid, cold, overpowering boat in which the characters can getlost 
‘or overwhelmed in a web wth the shape of awellstructured maze. the image represented 
the space deliberately chosen by the character to live or work in, all the adjectives applied 
to the building would also apply to him orher, defining and establishing a full personality. 


By contrast, the more random and organic disposition of the windows in this facade would 
show @ theme that could come across as more improvised, disorganized, contrasted, and 
somehow humanized than the previous. Also, the materia this second bulding is made of 
(pricks that are revealed here and there by an uneven paint job) emphasize the message 
by contrast with the hard metal and coneroio ofthe first. 
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COMPLEX VS. SIMPLE 
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Stories are mostly defined by the passage of the characters from one state to another, this 
being emotional, physical, or alevel of enightanment. Al thi richness of textures, states, 
and different levels of depth will need their own visual representation throughout the story, 
ard cnet vay of coat wl-te ley playrg Wit econ sat betwen erin) afd 
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etal end nur of to drestes the two ladies are wearing iach wath the ree ofthe scene, 
[cdg the cherator wooing rrr sows, snpl cots nb background and everthing 
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world in the story, depending on the moment ne o she is going through, 


In the case of the forest, all we have in the shot are trees, but we can immediately identify 
lone of them as special, magical, and somehow different from the rest in a way that there is 
‘no doubt it will play a role in the story, so special that it might even become the visual 
representation of a major turning point. Though the tree would sill seem special—although 
ina different way—if t were an imposing, perfectly straight one in a forest of twisted trunks 
and branches by contrast. 


04s 


FRAME 3 A closer view of the three unsuspecting riders in the distance. The relatively 
small size of each of them compated to the frame, and the imposing size of the watching 
cowboy (in the 


sone before) in te frame, make these three characters appear weaker, 


almost like sitting ducks about io get attacked any time. 


a 


ERAME 4 The detal of te cbserving character's gun tells us 
Ina single image what his tue thoughts and intentions are. 


‘These ae all different messages gathered from the same scene and viewed from the exact same spot 


ERAME 1 Whether we are following a previous action, or have to change to get to the next—end completely diferent 
this is the first shot in our story, we can establish the proper in mcod-—point ofthe story. We would in this case be playing 
‘atmosphere and tone ofthe sequence through the landecape _the “calm that pracedes the storm’ effect, so thal the change 
Inwhich the action wil take place. Sometimes we can choose _ feels more dramatic (see ‘use of contrast’ on page 075), 


{0 dellberately estabish a “misleading” tone that wil suddenly 


ERAME 2 The close-up of the main character's expression 
tolls us what he Is thinking, whet he is feeling, preparing us 
for what is to come, 


BIG VS. SMALL 


In a story we will always have characters and objects that, either throughout the whole 
narration or justin specific, key moments, will need to appear (emotionally) “bia” or “smal 

(Or we should say “bigger” or “smaller” than others, because the size of an element will 
always be such in comparison to the ones around it. In this example, we need the brutal 
warrior to appear as terrifying and menacing as possible, therefore he has been depicted 
close to the camera, so close “he doesn't even fitin the shot.” Also, he has just come inside 
this hut through a door that might be suitable for the size of its inhabitants, but barely big 
enough for him to sneak in, All other objects in the house will also be drawn to a size 
according to the rest of the construction. 


In this example, these two strong-willed characters seem to be at the mercy of the 
circumstances around them at this point in the story. The elements that contribute to this 
are their size relative to the frame (the head of the tallest one barely reaching the middle 
of it), the huge shadow area screen right descending in a dramatic diagonal shape 
toward them, visually pushing them down, as does the heavy shape of the window 
above their heads, 


ANGULAR VS. CURVED 


lo ay sas aa Tasco hel Gos oR HERE aka 
—_ J verticals, diagonals, etc.). Here we see two examples based on curved (top) and straight 
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‘This frst case plays with curves, but either by pointing the camera in a different direction 
or by just taking a fow stops and crossing the stroet, the line and shape themes change 
dramatically, turning into a straight line and angle based on the dominated environment. 
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“COWBOYS” 
Part 1: Keeping the camera on the same spot 


Lot's take a look at the elements in the following image. 


A cowboy is the dominant element in the scene by: 
* being more elevated inthe frame than the other characters 
+ having hs head above the horizon ine, 
+ watching othors while tho others cannot soe him, 
+ boing armed. 


Dry vegetation is in the foreground, framing the scene and somehow 
concealing the main character from others’ view, 


Three characters on horseback are in the distance riding away 
from camera 


‘An open and spectacular southwestern landscape is a backdrop for the action, 
As we did before, le’s see the many different things we can tall an audience with these 


‘same elements and from the same camera position depending on how we frame them, 
Which ones we focus on, which anes we leave out, and what ws highlight 
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In thi 
sense of space though the use of perspective, meaning the train is now “coming at us. 


case, Weare already taking off froma more dynamic enpxoach by emphasizing adeeper 


But. then again, even this approach can have many varletions wit it 


= This first frame shows a train mostly 
stil parallel to the camera lens, almast 
Fe in the previous frame 1 on page 076. 
The first diflerence, though, is that here 
the engine wagon is already heading for 
the camera. Al 


, the backdrop, instead 
of a simple and peaceful blue sky, 
consists of an uphill and dark ferest 


2 - The second frame locks even more 


menacing,” as itis already much closer 
to us, 50.close and overpowering that “it 
doesnit even fit in the frame.” Never 


theless, by using a long lens (page 026). 


we stil imply a sense of distance that 
eases the siress of our point of view. 


3- This ast frames the most dramatic of 

all sx, as we are just inches away from 
the speeding train now, Using a wide: 
angle lans adds a level of distortion to the 
image that increases the drama of it 
making the contrast in size between the 
wheels closest to the camera and the 
‘ones barely a few yards away fram them, 
appear huge. The camera has been 
located very low and with a ti. @ view 

that fesle unnatural tous, given the act it 

is making the ground plane feol unstable 
‘and that itis seen from an “elevation that 3 
makes the vain feel gigantic, 


THE “TREE VS. FOREST EFFECT (A MATTER OF NUMBERS) 


‘As established before, many times along a narration we will prefer to insinuate things rather 
than spalling them out. Inmost cases for this purpose, we willbe able totel alot by showing 
‘only one or very few elements that the audience wil assume compose the full image or 
situation. We will be able to achieve this by casting proper shadows in the frame that will 
reveal just enough information so that the audience instantly gots and understands what is 
there beyond the obvious, 


{n.a way by doing this, we will also have an audience imagining very complex structures 
\where maybe only a small number of elements are clearly represented, enhancing a feeling 
‘of uncertainty that will add to the mystery (and sometimes discomfort, if required) of the 
moment. Such a device can be used as part of a chain of diferent ways in which we will 
represent the same element throughout a story. By showing something literally under 
diferent lights, we create a progression within the perception of it, which wil eatablish the 
arc and the texture we will need in order to make our transitions and story points clear, 
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BIG, MEDIUM, SMALL 


Let's take the same example of a traveling train, but now from a different point of view and using different elements, 


Whether drawn on paper or projected on a 2-D movie screen, our images will compress 
reality onto a flat surface. Although sometimes we will need to emphasize this sense of 
“fatness” for narrative purposes (for example, to create a “lat” leitmctif for a particular 
character or type of situation aleng the story), in general we will try to keep images within 
a certain range of contrast and vibrancy. This wil make the Imagery eppeer more alive 
‘and with 2 bigger sense of depth and implied perspective that will help make tall he more 
‘credible representation of reality. 


In these two examples, the compositions include the same elements (paratroopers and 
trees) in the different sizes “big, medium, and small.” These help create the ilusion of 
movement and dynamics, independently from the level of action represented in therm 

high in the parstroopers shot, and very low in the calm landscape shot. One element that 
makes a difference between the two is the use of spikier sihoueltes (°X" shapes in both 
the open arms and the plane fuselage and wings) and the rounder, softer, steadier ones 
inthe farm scene. 
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But the moment we forget about the detais, spect 
only 620 the bare facts: what we would perceive if we walked into the movie theatre or 


actions, and the drawing style, wee wil 


opened the graphic novel ight at this point, all of a sudden, before we even realized what 
was going on in the scene, what the characters were doing, what the landscape looked 
like, or even what time period the action was taking place in. 


‘What would this first impact be Ike then, 


‘and what would it be teling us? 


41 - This is just a flat fine, Nothing too 
extreme or dramatic can come cut of 
this uneventful basic shape. So the 
impression would be a peaceful, 
relaxing one. 


2 Things are getting more interesting 1 
here, shapes are more uneven, although 
we can't toll they are too crazy or 
dynamic yet 


3 - We also have slight diagonals, 
which are more expressive, but what 
gives the image the extra shot is the 
proximity of the character's face, which 
aliows us to follow her features and 
acting with @ let more intensity, raising 
ur leval of participation in the action. 
To increase the effect aven further, we 
could also introduce the motion of 
power posts or other rhythmic elements 
passing behind the character on the 
other side of the train. 


Basically, while staying with the camera 
at the same gpot all the time, we 
‘managed to heighten the tension in the 
scene by getting closer to the subject and 
Progressively coming up with more 
interesting abstract shapes 


Aso, by basing our work on such simple shapes, we manage to produce images that, ne 
matter how complex they ean get in terme of acting, detail, number of elements appearing 
inthem, and 0 on, they will til be @ fast and clear read forthe audience (page 034), When 
Uuying to follow a story and move fluerily from one fra 


Let's now go to the next case. 


LANDSCAPE AS A CHARACTER 


Landscapes do have their own voice and speak just like any other character in a film. 
‘Depending on the positon of the camera, framing, and lighting conditions, the emotional 
charge they provide to the story will vary. Here we can see two different versions. While 
the camera is exactly nthe same position, the first example is the one of a valley in which 
we can see and appreciate pretty much every detail ofit; therefore the sense we gat irom 
itis fairly reassuring. The lighting ie emphasizing lots of vertical shapes, giving @ sence: 
Of the depth of the valley, but without having the potentially disturbing effect of more 
diagonal shapes. 


It's nighttime. Most shapes that were obvious before simply disappeared as visual elements, 
‘The sense of uncertainty we perceive Is quite sharp now. The fact that the main gap 
between the mountains is so far pushed to the side adds to a sense of distress. As far as 
action within the shot is concerned, this particular frame invites to either dsplay no action 
to enhance the eerie fesling, focus tho action where the light concentrates for a fast read, 
ment with an unexpected, close-to-the-camera 


Cor to simply introduce @ surprise 
movernent in the foreground left. 
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‘CONCEAL AND REVEAL (A MATTER OF EMOTIONS) 


APIn 


These are fuly rendered images in which we can appreciate the detail, the subtleties of 
the lighting, the acting of the characters, and so on. 


‘As mentioned before, the principle less is more” defniely applies when it comes tolighting 
and composing a fraine. On many occasions the audience wil need just enough information 
{o understand the emotional complexity of the story moment they have in front of them. If 


‘he male character in the scene is wondering about what is in the mind of his partner, we 
— ‘might as well put ourselves in his shoes by obscuring her expression, so that the question 
1s equally valid for both the first character and ourselves. 


a Teen ee Nara vs RET A noe 
’ ais as paneer een ana eT 
‘back of the girl in the foreground creates an intriguing diagonal that crosses the panel from side 


6 de Towg fhe 1 aroun Iho recline! lel oaging wa nead io 
Na tro about the type of focation in which the action is evolving, without revealing so much that 
(*) ~~ rar fohn) We ee Odes ls, ond order tolerate techni re reeciy of Hoalol 
we see mat bn ne dagonal shadow and feline fomedby he cata ofthe columns are bon 

pointing to the area where the actionis happening, also circled or framed by the telephone cord, 
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Why build up to a climax? 


Contrast 
Contrast is basically the reason why we see things and 
therefore why we are able to react to them, and it anplies to 
both the visual and the storytoling sides of our trade, But to 
use a visual example first, let's say that if a room is 
completely dark and no ight hits on the objects in it, all we 
have left is pitch black. In this case, we just won't be able to 
distinguish one object from the next, shapes and outlines wal 
be simply unrecognizable 


Contrast, or rather the lack of tis also the same principle by 
which military camouflage works. It simply breaks tne 
silhouette of the soldier until no clear outline or contrast 
between him and the surrounding environment is left—we 
lose complete visual track of the person. 


Again, let's imagine a wall painted with a very light shade of 
grey, 80 light tat It appears to be white to us—untl we paint 
a section of it in true, pure white, Then we realize how “dark 

the original color is, to the point that we won't believe we 
couldn't see it before, 


The climax 


We also use contrast to ramp things up toa climax, leaving 
the wildest and most powerful for the end. This is what will 


make the audience stick to our story. As curious creatures, 
we have the tendency to explore things ard situations while 
looking for answers to the many questions, big or small 
that we run into every day. Therefore, the moment we have 
all the answers or solutions to a problem, the moment we 
know or assume we have nothing further to laam from a 
certain situation, we tend to forget about it and look for the 
next challenge 


NTINUITY 


These are all examples of how contrast makes or breaks. It 
has the power and the “mission” to reveal and concesl, and 
iis thoreforo @ too! thet we will use to make our artistic and 
narrative points and statements throughout a story. 


Obviously the same principle applies to the story our at is 
based on. Using contrast, we will create the vibration and 
the expression needed to make a story interesting. An 
action scene will appear to be more intense the moment we. 
sandwich it between two quiet scenes, and a good 
‘character will tum great in our eyes he more evil his or her 
‘opponent turns. 


Contrast works by making one thing distinguishable and 
diferent rom others. For this, we wil ist establish a rhythm 
With al other objects or facts before and after, s0 the “special” 
element or event can break I 


IOOOCSOOT 


‘That's why in general we want stories to push us to a climax, 
that point we know we are really close to the answer. fer the 
situation is resolved, the tension of having to come up with an 
answer is gone, the problem is completely resolved, and we 
finally focus our attention somewhere else, 


Let's now see examples of how to visually increase the 
intensity throughaut a scene or a sequence 


WEIRD BEATS, WEIRD SHOTS 


Foreshadowing things to came can be played very offecively in © movie, can createa serse 
of suspense and anticipation thet adds tothe atmosphere and tension building that affect the 
‘whole sequence, or the whole movie, if such tension takes place right before the final and 
major resolition of the film, and therefore playing @ major role in the outcome of the story. 


Eerie moods can be achieved by composing shols in weird and unexpected ways. For 
‘example, producing perfectly symmeircaicomposions when they arm clearly not thee to pay 
an ape function a that pont, 38 we 680 the frame above including element that together, 
might seem out of context, Many mes tis effect can be achieved by simply cropping out 
other elements that ae in he area anc, itshown, would make he Scene spear more natural 


Cropping an image can be achieved not only by camera work (simply by not including things 
in the frame) but also by ightng, visually leaving out things that otherwse would be clearly 
stated as part ofthe scene's message (see page 019).Moreover, inthis case. the perceived 
image is taken to an extreme postion within the frame, which makes the Image appear ac 
‘mere unnatural and therefore includes # sense of unpredictabiity 


POV (POINT OF VIEW) 


POV or “point of view" is a device that lets us put the audience in the movie in the most 
direct, physical way. By putting the camera where one of the characters in the scene is, we 
«ill see things the exact same way the character perceives realty around him. In this frst 
case, we can tell the subject of this police investigation did not have a nice time waking up 
from his mid-aftemoon nap. The backlighting effect emphasizes the confusion of “his* 
moment, as does the tited camera angle In contrast with the ‘vertical stabil" of the two 
cops sent to arrest him. 


‘A voyeuristic approach here is taken by locating the camera behind the bushes in this house 
garden, and framing the two characters involved in a secret conversation with many layers 
between them and the lens. This way we create a sense of being in a concealed area, 
trying not to be discovered, while attempting to figure out the details of such crucial 
WY conversation. Notice in this case, in order to get a fast read given the complexity of the 

A image, the hottest spot is the wall right behind the characters, which also includes the only 


real straight line in the whole image, the frame of the door. 
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DAYTIME / NIGHTTIME 


CHAPTER 4 When it comes to depicting different times of day in a drawing, there are twa things to 


COMPOSING difeences We se hes vo eames Now the les have the eome erect vlve 
FoR CONTINU 
a WVITY 


1,Wlla % 


‘The fact that we obscured every detail in the second panel (and we could have gone even 
further with that), flattening every detail in the location to the point that everything becomes 
pretty much a black, graphic shape, gives the fast read of a nighttime shot. Going back to 
the daylight shat in the frst example, we appraciate not only a majority of lt areas, but also 
the depiction of reflected light in the shadowed areas, reading as a situation in which “light” 
is the predominant overall element in the shot, 


ons 


KEEPING THE FOCAL POINT 


‘A movie projection screen is a really big surface and, it filmmaker is to make sure the 
‘audience doesn't get lost in it during the narration of the story, it willbe an essential task 
not only to direct the eye on the screen's surface in every single shot, but also to make 
sure the eye doesn't get lost whenever we move on to the next scene, having to look 
around forever to find our next focus of attention. There is no time for it, and there is no 
reason for it to happen. One of the devices we will use for this is a very simple one. 
Make sure whenever possible and convenient for the narration (see also pages 057, 
087) that the last position of the focus of attention in one shot coincides with the first 
point of focus in the next shot, as seen in these two examples. 


Here we use compositional elements such as pools of light framed by shadowed areas as 
well as the rule of thirds, But stil, ifit weren't for the identical position of the characters in 
both frames (the eye leaves us where the lit window appears in the next frame) it would 
take us a while to find what window of what building we should be looking at. By the time 
We did find the intended focal point, the shot would have lost its meaning and purpose 
within the story. 
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When drawing floor planes while the camera is sel very low, always make SCALE PROGRESSION 
Sure you are as accurate as possible with the rendering ofthe ground plane, 

its point of contact with the feet, the base of the people and objects 
appearing in the scene, and the proportion of the spaces left between them, 
These should represent the gaps and spaces that actualy exist. Given the 
fact that our space to “maneuver” on the floor s extremely limited, especialy 
compared to the one availabe at the top of the figures, if we are not preciea, 
we might end up with situations in which the top of the characters and the 
spaces between them (A) are telling us they are very far apart from each 
other, but the base of them (B), their point of contact with the ground plain, 
Is telling us they are very close together. The result is some people and 
objects will appear to be gigant 


The shot above clearly establishes a sense of scale between the rampaging aliens and the 
humans running for their lives in the midst of total chaos. The aliens already look huge from 
our point of view. Let's imagine then that, within the same shot or in adjacent scenes, we 
later focus on formations of such creatures marching past camera back to screen left where 
they originally came from, returning to their mother ship which is waiting for reports on the 
invasion... simply going back to their base for refreshment troops. 


AAs far as depicting imegular floor planes is concerned (C and D), the use of tonal differences 
in combination with depth clues—ines imitating perspective, objects we assume are of similar 


volume or size appearing consistently smaller as the jandscape becomes more distant from 
the camera position and so on—will help achiove a believable sense of depth and distance, 


We would end up eventually with e shot similar to this second one. The result is that now 
‘we can see how huge the spaceship must be in relationship to the humans after we 
‘compare it with the common element within the two frames: the aliens. And by establishing 
1 physical point of contact between the alians and the ship's huge opening where they are 
being pulled back inside, we reinforce the scale comparison between the two very clearly 
<iven the overlapping (or contact) area. 


on 
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This time we need to depict an 
unpleasantly overwhelming feel- 
ing, the tension involving a meeting 
of shady characters in the middle of 
adesert 


KNOWLEDGE VS. UNAWARENESS (INTERCUTTING) 


In this case, we decided to lock the 
camera in a very low position so 
that the events will always feel 
overpowering to us. Unless we 
need to dramatically change the 
perception of things at some point 
in the sequence, we would maintain 
the camera lower than the 
character's eyes to be consistent 
\with the atmosphere established in 
the beginning 


From frame one through three, we 
‘S00 a progression that makes our 
reaction become increasingly 
tense at the same pace the car in 
the distance approaches. 


Rhythm in the cutting plays an essential role in filmmaking as it does in the graphic 
novel (page 114) Emotional effects are not only achieved by the images themselves but 
also by how these interact with each other on the screen. The way we do it in this case 
is by manipulating the contrast between two different levels of tensions. The cops in the 
first frame are taking the initiative: they know (as we do) what is going to happen in a 
‘matter of seconds, even if they might not be certain about the outcome of the operation, 
The crook, on the other hand, is completely oblivious to what is going on just a few fest 
away trom him. 


41/- From a low camera angle, the 
grand desert stage is dominated by 
2 big sky. Suddenly this apparent 
peace is slightly disturbed by the 
entrance of a vehicle in the scene. 


2.- As the car approaches, two 
characters enter the shot and take 
positions in the frame that in terms 
Of distance—and therefore size 
difference—wil increase drama, 


3- Now the once-distant car has 
stopped in a tenuous position by 
the two standing men, triggering in 
Us the perception that its driver is 


next page's diagrams and 


explanations on haw to dealing 
with a ground plane so close to 


ee surrounded and therefore in a 


position of inferiority 


The fact i, the audience now has full knowledge of what's happening on both sides of the 
door. To combine these two shots success‘ully we. first of ail, made the policemen bigger 
in theie frame than the crook is in his, to visually show who is more in control. Next, the 
‘eyes of the first cop in ine are higher in the shot than the bad character's ie in his, 60 the 
moment we cut to him our eyes will have to go down to the erook's, establishing 8 power 
{anc contvot relationship between the two sides. And lastly, we placed the cheracters at 
‘opposite sides of the screen, so that itis clear that the first characters are visually—and 
Iterally—chasing after the second, 


ost 


Three “road warriors” are retaxing 
and Waving 3) good time at tie, BEYOND THE STANDARD POINTS OF INTEREST (ICONS) 
diner while using “inappropriate 

language. 


‘The waitress comes in to take 


‘Thore is value in not going forthe obvious, for the actual center of the subject matter, but 
for what is around it instead of for the acton itself: The consequences or reactions to the 
‘main action can, on many occasions, be @ more subUe and powerful way 10 explain a 
situation or number of circumstances. in this frst example, the use of a wide-angle lens 
forcing the perspective, the amount of shells chaotically falling on the floor, and the camera 
being $0 cose to the foreground soldier, might explain the electric tension of the moment 
better than a mere straightforward option would, 


(On her way back to the kitchen 
she stops and takes the 
foreground lady's order as well 
They connect, 


When heading back to the kitchen 
the waltress has to hear an 
unpleasant remark by one of the 
characters in the background. 


Consider depicting an encounter between a spy and his contact who have never seen each 
other before. Beforehand they agree on 2 specific signal or distinctive piece of clothing or 
The customer in the foreground item to be wom by one of them. The best option would be to concentrate on that signal or 
has had enough of them and item and to exclude faces, expressions, architecture, or other surrour loments in the 
decides to take matters into her frame that might just getin the way of understanding thet, as an audience, now wo are this 
own hands. spy looking for that marker, adding tothe tension ofthe moment by fully identtying with him, 
This also allows us to fous more on the contrast between the Impatience of ihe walting one 
versus the calm of the other, 
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ACTION SHOTS 


‘Action shots are mast defined by dynamic shapes and compositions based on diagonals, either 
cing alin the same or opposite directions. Diagonals and tite camera angles are associated 
in our minds with a sense of instabity, of something going wrong, and therfore alarm. n this 
case both horses depict diagonals wth similar angles or directons, while olements—iks the 


‘body of the horseman in the background, the arm of the one in the foreground, and some ofthe 
trees —take of in an opposite direction, adding tothe effect. While a sil action shot ie this one 
tends to work this way, other considerations will come into play when we have a sequence of 
them working in continuity, ike creating tension by fast cutting of the shots, playing close-ups 
against long shots, and basically using contrast to heighten the drama (page 075). 


‘The intensity of this shot is created by several elements: the dramatic difference in size 
between the two characters, the tited angle of the camera, the upshot position of it, the 
tense expression of the main character, the explosive sithoustte of the palm trees in the 
background, the chaotic and random angles of the shells being expelled from the gun's 
chamber, and the proximity of the menacing weapon to our faces. 


os? 


‘Another common case Is a shot where the camera Is locked 
in the same position while different actions are taking place, 
one afier the other, on the very same backoround, 


{tie essential in this cace to do good preparation, taking into 
consideration alf the key character poses you are going to 
need in order to narrate the scene, and to make sure, before 
establishing the final framing and perspective, that any 
character or combination of chatacters we might have within 
the frame, at any time, will constitute a clear and woll- 
arranged compostion 


In this “argument at he diner case, the choice has bean to 
put the camera close to the height ofthe waitress's eyes, also 
‘getting a good framing on the trio even when she is notin the 
shot. for the folowing reasons 


+ As taras the tro Is concerned, we see that ihey are 
the steadiest element inthis composition (they in fact 
‘cause all the "drama" in the scene), The other two 
characters are, at one point or another, moving up 
‘and down, back and forth, or not even in the frame 
at all, So having the scene visually evelve around 
the trios a must. For this reason, all lines converging 
to the vanishing point are pointing toward them 
while, at least at the beginning of the scene, the 
spollight is on them too. 


+ As perthe waitress, by having her eye evel coincide 
with the horizon ine, we make sure that no matter 
where she stands within the location—uniess she 
decides to stand up on a chair or jump up and 
cdown—her eyes will always stay within frame, letting 
us follow her acting at any given time 


With the fady customer at the bottom let of the frame 
being so close to camera, it would be easy for ner to 
get a lot of unnecessary attention at first, therefore 
she hes been cbscured, so that we don't have fo pay 
attention to two differant staady focuses at the same 
time (the "trio" and hersel), For that, we simply tured 
herhead to thelefi and away from the acton. We see 
neliner the festures of ner face nor ner potentially 
changing expression so thal she doesn't interfere 
with any of what is going on. Also, lighting wise, she 
has been located literally out of the spot ight, 
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‘Other compositional elements taken Into account include: 


The shopping bag on the foreground seat, in order to 
break the big, empty surface of the back of the 
restaurant bench, which otherwise would be a flat 
sancoless surface facing the audience. 


Posttioning the side of the tront seat off center in ne 
frame, Spitting the image in symmetrical halves here 
‘would kil the composition 


Framing the far right side of the shot in a way that 
we see enough to appreciate that there Is more 
restaurant space on that side, giving a better sense 
of the location, but not showing so much that it 
becomes distracting by leading the eye off the limits 
cf what is important to the story moment. 


Belin x night stot we car easly conveatate a ight 
Insige te location. Ifthe case was a dayime shoot, 
we could draw the blinds down, have a cloudy, rather 
ddark day outside, or simply choose an uninteresting 
landscape outside as a backerop. 


‘As we sepcon the nex! page, manipulating the lighting 
sigtily, by favoring one set of characters over 
another, depending what is needed for the moment 
This device should be used subtlety enough so that 
itdoasn't become distracting tothe action 


FRAME 3 Now we ate lower than her eye-evel and, as we keep rong he camera, teresting 
‘Cours and lightng start appear wihin the frame (whether in animation or live action, accents 
ce this can easily be designed anc incorporated into the fim} becoming part of a designed 
‘ernational transition, 


FRAME 4 Finally the connection ie mado between our character and the 
Object of her gaze as the Statue of Liberty cores into view, The transition 
{rom downshot on their faces in Frame 1 (see also page 040), to solemn 
‘and revealing upshot (page 041) gives us a visual crescendo that adds new 
‘mening fo the story moment and provides @ turning point to the narrative. 


‘The diagram al right shows 2 blueprint of the camera move. The mation 
pes from downshot to upshot never crossing the line and therefore 
siways keoping the characters screen left and the siatue screen right, 


STATUE 


We have seen until now how the elements in a composition 
and their distribution within a steady field create many different 
emotional and dramatic responses in an audience, But what 
happens the moment these elements start moving significantly, 
‘and changing the composition one or several times within the 
‘same scene? Or what happens when the elements are steady. 
but tis the camera that is actually moving? 


Camera movement within the set / Camera motivation 
Let's take 2 look at the example on the following page. 


We are now at a train station where a female agent wearing 
big glasses is spying on an older gentleman who happens to 
bea scientist in possession of some super secret formula that 
‘must not leave the country 


‘Sometimes, depending on the rhythm of the moment in the 
narration, we might choose fo go directly to the characters 
and the specifies of the action itself. Other times, we might 
feel we need a ite introduction to the mament, giving at first 
the impression that not much is happening there, and all of a 
sudden we show the audience that things are more 
complicated than they appear to be. 


In this second case, we could end up with something like the 
‘example on the next page. 


First, we take off from pose ‘A.’ In the very foreground we. 
have a character who, despite being so close to us, we 
manage to turn into a secondary character, just by covering 
his face and expression with a hat and its shadow, so that he 
is “part of the composition but not ofthe story.” 


At this moment a young lady and her son shaw up in the 
sane walking left to right, motivating the camera to do the 
same, 50 we can get to ‘B,’ our final destination in the shot, 
following a natural flow of events. Also, the lady's head is 
tured away from the camera so that she as well becomes 
secondary to the narration. 


I we look at the long second drawing on the page, we notice 
that all the faces in the hall are tured to screen right so that, 
they follow the general sense of motion as well—that is until 
we get to the old scientist at the end of it, He really is, 
different, special, and essential tothe shot, visually explained 
by the fact that he becomes the element of contrast in the 
whole lineup. 


‘And then we get to camera pose 'B.” At this point the only 
two characters we need in order to understand the action, 
are in the shot. The special agent is very close to the 


camera so that we can understand and perceive avery 
nuance of her acting, at the same time creating more. 
tension simply because of the large percentage of the 
screen surface she occupies 


Finally, we need to make sure that the composition of both 
architectural elements and people in the shot offer a good 
and readable composition at any point between ‘A’ and ‘B" 
that we decide to freeze the frame. 


‘OI Noving te carer cara wai canhi us verily reves onnaton el wasnt ne 
7 : crghal carposton 1 bat ih and herore ange te noo, rien ond rear f be 
r i | \ hol completly, Li's soe nthe folowing casa how we achieve tis by rotating te camera 


t ‘round our central character. This scene takes place on board a ship which has just arrived 


in New York from Europe in 1910, 


ERAME 1 Ourattontion centars on the fa 
is partof a large group of poopie that 
point, we wil exclude most of these other faces from the shot in order to focus on her story 
{tis ner journey we are following and we want o state this clearly and intensely. In his first 
fame she is looking up and screen right, and we are not going to cross this line of 
Connection between her and whatever she is looking at (see graphic next page, and full 
‘explanation on page 089). 


ofa ted woman holding her baby tightly. She 
hared the intonce journey with her but, a this 


ERAME 2 We keep descending towards her and swing around the right side of her face, 
‘Again, her figure will always favor the left side of the frame and she will be looking screen 
rahi. The other characters we show momentarly willbe ina darker area and looking straight 
ahead or away from camera, but not tawards itas that might distract the audience fram our 


main charactor. 


ERAME 3 |tlooks (Iteraly) tke somebody said something that creatad a sightly new level of 
tension within the situation, something unexpected perhaps, that changed the relationship 
between the characters at that very moment. We enler a new story beat at tis point. Emotions 
have changed and so did the visuals that support the unfolding story, Given the fact that the 
room we are entering now is much dimmer and darker than the exterior we are coming from, & 


seems obvious that things are turing a bit more dramatic now. 


ERAME 4 Tho onvironment ie changing again and we are now in a hall that we perceive 
as both subtle and complex, ust as the next part of the character's conversation willbe. Al 
this point we could emphasize or downplay the contrast between light and shadow 
depending on our needs. We could also light the characters’ faces in ways that would either 
offer us a clear read of thair expressions and emotions or simply show them as dark 
sithouettes backlit against a window. As always, the passibilties are wide and complex 
‘They aro there to help us emphasize every beat and story moment, within the sense of 
ccontinuity and subtety of a scene, that despite being shot in different paris of @ location, Is 
done wihin a single camera move. 


7 


‘An epie shots the subject ofthis next example. 


In this case the chosen format Is a vertical one, far less 
mundane than the previous horizontal motion. As with all 
camera pans, its different frames or camera poses represent 
a different moment within that beat of the story. 


We can easily imagine the sublime, menacing, or calm clouds 
Inthe first frame to be the backdrop for a character or story 
‘mood presentation, with or without a voiceover, to then move 
down to the next emotional moment. 


Inthe previous scene, it was the direction in which most of the 
characters were looking, as well as the direction of the mation 
of the lady and son, that were motivating the camera's 
movement. In this case, itis basically the gigantic vertical 
shape of the spears that brings us down fram the postic and 
symbolic frame ‘A,’ to the more earthly but at the same time 
epic foe! of frame 'B, 


Visually, the different widths of the masts in the foreground 
left help us obtain a sense of texture and perspective that— 
despite simply being flet, graphic, and barely silhouetted 
shapes—tell us a lol about the strength and potential danger 
involved in the situation. 


Other elements also contribute to make a very clear 


statement as to who is the important person in the scene. The 


soldiers on the left (and even the two to the right) are in a 
‘group, their silhouettes mostly overtapping one on top of each 
‘other, while the big lord is detached from all this, to lead and 
live his own story. Plus, no head is higher in the frame than 
the one of the “noble character,” him being the only one on 
horseback. And while the others seem to be idle, he is the 
‘only one in motion, an uphill motion, indicating that nothing he 
has achieved or will achieve is effortiess, enhancing his 
greatness as an epic personality, Also the helmet and armor 
the horseman is wearing are a lot more orate and 
sophisticated than those of the foot soldiers. 


As for the clouds, they fallow a downward mation and a 
left-to-right path, somehow pointing at the main character 
hile also providing a shiny and overexposed backdrop for 
his dark presence in frame ‘B,” offering the highest contrast, 
in the whole scene. To enhance the drama and somehow 
the balance of the composition (page 075)—balance here 
is good since we are not yet at the climax of the battle, and 
we will need somewhere to go from here in order to 
eventually enhance the visual tension of the situation—the 
Subtle diagonal shape the clouds create and the one 
depicted by the spears are opposed, counteracting each 
other's dynamics. 


‘And finally, we again will take care of turing ‘A,"'B,’ and any 
frame in between into a nicely composed shot that will serve 
the narrative purpose of the story at that point. 


Lighiing focuses image on horseman. 
DDiagonals created by the spears oppose the 


‘one illustrated by the clouds, counteracting 
‘each otner and creating balance. 
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Moving the camera through a set can be used to emphasize not only the action but also the 
‘changes in mood the story needs to communicate at any given point. The folowing example 
koops.a very similar and constant composition ofthe characters within the frame. We should pay 
particular attention to the at direction work, the way in which the environments were designed 
cr selected and how they play ther part within the sequence. The scene takes place in Shanghai 
In the early fortes. A young male character pays a visi to the owner ofa house to discuss some 
business. The four shots we see here are frames that belong toa single camera take, No cuts. 


(Once we have composed the characters in the frame, the camera will pull back slowly so 
that their position in the frame will barely change, establishing the perfect scenario for ther 
to deliver their lines. These lines will express subtle mood changes along a discussion that 
will keep gaining intensity. 


ERAME 1 The camera frames not only both characters, but ERAME.Z Stil an exterior, the sunlight enhances the beauty 
also the lively street exterior in the background. People go _of the garden in the house's front yard. Nevertheless, we have 
about their business and the moming is nice and sunny. All already stepped away from the loud street to come into a more 
seems right private environment. With less distractions around, the con- 


versation now also feels less casual 
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